This article proposes that Black Panther, with its aesthetic and thematic emphasis on Afrofuturism, as well as its spectacular technical production, makes a unique contribution to cinematic history in several significant ways. In order to establish these noteworthy contributions, both the film and Afrofuturism are engaged with. This article is divided into three distinct parts. Part I provides a brief theoretical overview of Black Panther and Afrofuturism. Part II, a short review, follows. Co-authored by Mark Kirby-Hirst, the review contextualises and analyses the film within the bounds of Afrofuturism and twenty-first century art and film criticism, in an effort to argue for the relevance and import of such a unique and yet mainstream piece of cinema history; which, we conclude, is owing in no small part to the rise in popularity of decolonising tendencies in the humanities, in art, and in wider twenty-first century visual culture. The last section of this article, Part III, provides a brief synopsis of the contributing articles to this special themed section of Image & Text.
Introduction
Black Panther was written and directed by auteurs Ryan Coogler and Joe Robert Cole, and released in 2018. With its almost all-black cast, its predominantly positive depiction of blackness, and its visually stunning Afrofuturist aesthetic and Afrofuturist plot, the film was immediately celebrated by audiences and critics alike. Black Panther, as encapsulated by André Carrington (2019:7) , was historic in that it addressed the black audience 'by name, not in the guise of blackness itself'. Therefore, considering its inclusivity and its technical production and representational "blackness", as well as its transnationalism (see Carrington 2019; D'Agostino 2019; Makhuba 2019) , the film should indeed be lauded. However, the film has not been without its detractors.
For instance, scholars have dismissed the film for its capitalist cultural production and overt marketing; its neoliberalism; its representation of Africa as a reductionist, homogenised entity (see Gathara 2019; Mukhuba 2019; Zeleza 2018) ; as well as for inherent colonial tropes and lens (see Zeleza 2018) . Despite its critics, the film was a phenomenal feat and box-office success; not least for its Afrofuturist themes, the aesthetic itself which is principally positive/utopian. The film has even inspired a hashtag movement #Wakandaforever. The themed section of Image & Text was a direct response to the film's overwhelming glocal 1 triumph. The call for papers specifically requested that the theoretical framework, or lens, be that of Afrofuturism.
As such, this article provides a broad theoretical overview of both Black Panther and Afrofuturism, a film review, and a synopsis of the contributing articles.
Part I: Black Panther and Afrofuturism
The film Black Panther needs no introduction, and the film is undeniably Afrofuturist.
However, the film has been criticised from the fairly superficial -such as the characters' accents being 'jarring and annoying' (Gathara 2018; Reilly 2018) ; or the claim that the film is nothing but a brilliant marketing ploy, a 'marvel of marketing' (Gathara 2018) -to the much more damning: the inclusion of colonial tropes and discourse. One of the most astute criticisms of the film is its reliance on the 'postcolonial gaze', posited by academic Paul Tiyamba Zeleza (2018) . He identifies several colonial terms, aesthetics, and themes inherent in the film. For instance, at the outset of the film, the audience is told that Wakanda is a tribal nation-state. For Zeleza (2018) this term '"tribe/tribal" is the "N" word of colonial denigration for African societies. There is nothing authentic or liberating about referring to African communities as "tribal", a term that evokes atavistic identities and primordial politics'. Zeleza (2018) the bloody and violent warfare (Cobb 2018) . While further depictions of 'shields and spears and gyrations' in Black Panther are reminiscent of early Hollywood films that represent 'tribal African warfare' (Zeleza 2018) . In fact, not dissimilar to the Johnny Weissmuller/Tarzan Hollywood films in the 1930s and 1940s. In addition, Zeleza (2018) argues that the film, through various portrayals and aesthetics, produces a dangerous homogenisation and a very simplistic view of the African continent; for instance, he observes the 'National Geographic' imagery from tribal markings to 'elongated mouth disk'. In other words, any and all " tribal" bodily adornments/markings are decontextualised and thrown into the fray, whether they be from Indonesia or Africa, as though anything "exotic" will do. They are aesthetically pleasing, but lack context and therefore are devoid of meaning, except to look "African" or "mysterious".
Furthermore, according to Zeleza (2018) all of this adds up to the depiction of Africa as the "dark continent". An Africa that was literally (physically), and metaphorically, created and colonised (and neocolonised) by racialised and racist socio-economic realities of the west. He also takes issue with the stereotypical Amazonian female warriors; and the female cast, whose roles are merely supporting; as well as Killmonger's character portrayed as the 'proverbial angry Black Man'; and the dystopic and desolate American scenes of the "hood" and "thuggish" African American youth -all direct results of America's own imperial wars and racial and economic conflicts (Zeleza 2018 ).
Patrick Gathara (2018) offers a similarly scathing critique of Black Panther, calling it 'a vision of Africa that could only spring from the neo-colonial mind'. Jelani Cobb (2018) , writing in The New Yorker, concludes that Black Panther is a 'profound film'. Despite this, he also suggests that the film is simply another white/western/European-imagined Africa, or rather "Africa". An imagined "Africa", a brutalised "dark continent", that 'is a creation of a white world and the literary, academic, cinematic, and political mechanisms that is used to give mythology and credibility of truth' (Cobb 2018) . Despite this, he suggests that the film exemplifies a 'redemptive counter-mythology' (Cobb 2018) .
Patrick Gathara challenges Cobb's (2018) definition of the film by arguing that the film offers little more than stereotypical, destructive myths about Africans and Africa.
Whereby Africa is depicted as a 'divided, tribalized continent, discovered by a white man who wants nothing more than to take its mineral resources, a continent run by wealthy, power-hungry, feuding and feudalist elite' (Gathara 2018 
Afrofuturism
Afrofuturism is a cultural aesthetic that looks at literature, arts, music, music videos, fashion design, films and television programmes through a black lens. It aesthetically documents black struggles; black identity; and black hopes, as well as acknowledging, or referencing black historical trauma (collective and individual). Alisha Acquaye (2017) argues that these narratives enable agency and it is a way for blacks to 'understand[ing] the past and present, by crafting futures that we can control'. By making use of Afrocentricity; African magic realism; African mythologies; African aesthetics and traditions; all of which are 'intertwined with technology, sci-fi and social awareness, Afrofuturism narrates a parallel or distant reality that is empowering and effervescent' (Acquaye 2017) . In existence since the 1920s, it was only much later on that cultural studies scholar, Mark Dery (1994) encapsulated the aesthetic in his chapter entitled, "Black to the future", in the book Flame Wars: the Discourse of Cyberculture. Dery (1994:180) defined the term as:
[s]peculative fiction that treats African-American themes and addressed African-American concerns in the context of the twentieth-century technoculture -and, more generally, African American signification that appropriates images of technology and a prosthetically enhanced future -might, for want of a better term, be called "Afofuturism".
Mark Dery (1994:180) critically engaged with the topic by asking:
can a community whose past has been deliberately rubbed out, and whose energies have subsequently been consumed by the search for legible traces of its history, imagine possible futures? Furthermore, isn't the unreal estate of the future already owned by the technocrats, futurologists, streamliners, and set designers -white to a manwho have engineered our collective fantasies?
His definition addresses the future of blacks and in doing so, he identifies both space and time that are simultaneously dealt with. The themes inherent in this cultural aesthetic, broadly speaking, are a science-fiction imaginary; technological innovation;
the African Diaspora and futurist themes. As such, Erik Steinskog (2018:4) argues that page 05 of 15
Number 33, 2019 ISSN 2617-3255 'Dery's discourse points to the necessity of counter-histories, of searching for legible traces of black history, so as to be able to imagine possible futures'. Steinskog (2018:4) also makes a very significant point of departure. While Dery's work, and other authors such as Alondra Nelson (2002) , focus on Afrofuturism as engaging specifically with African American history/histories and the Diaspora, Steinskog (2018) takes Dery's definition and theoretical positioning to apply to all of black culture and history rather than limiting it to the Diaspora. I have adopted the same position. Afrofuturism has several central elements, one of which positions black people at the centre of science and technology, as opposed to being on the "receiving end" of technology and so called "progress" (one need only reflect on eugenics, for instance consider the role eugenics played in the genocide of the Herero people). According to Ytasha Womack an African notion of temporality, one that merges past, present, and future imaginings of events' (Spencer 2016:214) . Spencer (2016:214, 223 ) concludes that these cinematic practices 'allow us to gain a new and more meaningful appreciation of the past' and that they can be used to 'highlight historical traumas'. I am of the opinion that her concepts can also be applied to Afrofuturism, and in doing, perhaps counter some of the criticisms of Black Panther, as raised by Gathara (2018); Zeleza (2018) ; and, Cobb (2018) . Rather than criticising Killmonger's character, or taking issue with how
African American youths are portrayed as "thugs" and thieves, rather extend her conceptualisation of Afro-surrealism to that of Afrofuturism.
In other words, Spencer's (2016) theoretical positioning suggests rather that Killmonger's portrayal is of a man whose identity has been lost in the Diaspora. A very poignant depiction. His "return" to Wakanda asks the audience to remember the trauma of the trans-Atlantic slave trade; the horrors of the kidnapping, torture, and violence. Not only is it a collective trauma, but it is also an intergenerational trauma, historical traumata that has been passed down through the generations. The same with the "hood" or ghettos of America: those are also representative of collective, cultural and historical traumas. Of imperialism, and violence, of capitalism and re-colonisation.
The fact that Killmonger wants to save all who have suffered from human trafficking, is testament to how global the trauma is. It is not relegated to only one country or continent. That he uses violence as his preferred "message" or resource, is itself a demonstration of how he has been brought up -with violence; with economic disparity; a sub-altern; forgotten; with a marginalised and Othered status. In other words, Black
Panther has used Afrofuturist cinematic techniques to depict and retell various African/ diasporic/African-American traumas. The fact that these traumas have been noted, discussed or critiqued means that they have been brought into the public sphere for discussion, and that is an extremely valuable contribution to understanding and remembering history. These auteurs have found imaginative ways of re-telling familiar history/ies. representation; identity; history; the Diaspora; colonialism; neocolonialism; gender equality; and economic apartheid, to mention but a few, into the public sphere, is indeed significant. But rather than delegating this "cultural moment" to a brief spate of time, I do rather hope that this is only the beginning of real deliberations that leads to transformation. Whether that be how "Africa" is viewed or (re)imagined; or how Hollywood, and other cinematic styles, deals with "blackness", henceforth. In fact, Carli Coetzee (2019:23, see also 2016) has elaborated on this perspective, and in her work, she contends that Afro-superheroes are 'embedded in contemporary social and political contexts and provide ways of understanding the emergent present … Wakanda can be a resource for transformation, rather than a place beyond engaged politics to which we can escape'. Referring specifically to Nakia's activist projects and Killmonger's objective to liberate black people globally, as well as Killmonger's return to Wakanda, Coetzee (2019:23) remarks that these scenes/themes not only reference history (the Diaspora and trans-Atlantic slavery) but also #BlackLivesMatter (see Newkirk 2018; Serwer 2018). Black Panther is therefore a theatricalisation, or dramatisation of the past (trans-Atlantic slave trade; the Diaspora); the present (Nakia's activist activities are not dissimilar to the terrorist group Boko Haram kidnappings in Chibok, Nigeria, in 2014; and the depiction of imperialist and economic apartheid in the "hood" or African-American slums/ghettoes); and the future dated (science-fiction).
Which are also the combined essential tropes of the philosophy of Afrofuturism (a reimagination of the past, present and future).
Part II: Black Panther, "Postart", and valorising the popular (with Mark Kirby-Hirst) While many would immediately dismiss the film as unimportant, given that it is little more than an artefact of postmodern popular culture, Kael would, at the film has some value as a capitalist morality play. But there is more to it than that, and therefore we quote Dery's (2008:8) question at length:
Why do so few African-Americans write science fiction, a genre whose close encounters with the Other -the stranger in a strange land -would seem uniquely suited to the concerns of African-American novelists? Yet, to my knowledge, only Samuel R Delany, Octavia E Butler, Steven Barnes, and Charles Saunders have chosen to write within the genre conventions of SF. This is especially perplexing in light of the fact that African-Americans are, in a very real sense, the descendants of alien abductees. They inhabit a sci-fi nightmare in which unseen but no less impassable force fields of intolerance frustrate their movements; official histories undo what has been done to them; and technology, be it branding, forced sterilization, the Tuskegee experiment, or tasers, is too often brought to bear upon black bodies.
It is precisely because of this -because Black Panther is a major product of the MCU with an estimated budget of US$ 200 million (Setoodeh 2018) , earning almost US$ 1.347 billion to date worldwide (Box Office Mojo 2019), because it foregrounds black characters in the context of the white MCU, and precisely because it presents an alternative potential narrative to that offered by the extant while Eurocentric histories of colonial and postcolonial relations that the film ought to be studied. The black experience is still one characterised by limitations, stereotypes, and enforced subservience, and it is through such narratives that the likes of Black Panther may be assiduously examined.
Black Panther was released to worldwide acclaim, not only at the box office but in many cultural exchanges concerning the significance of the film as a cinema milestone. liberal Hollywood white elite (with an almost all-black cast and at least ninety percent of the technical crew were black); and it has created a public debate that will most definitely create future Indigenous epistemologies. While decolonisation has many competing definitions and interpretations, its underlying ethos calls for change through action. Black Panther has actioned change, it has challenged the winning genres/ formulas of Hollywood, for instance: the old stereotype of the white, western hero has been defied, the hero is a black man, and the two villains are white. In has inverted decades of Hollywood traditions and stereotypes, with that inclusion alone. It has challenged the very foundational ethos of early film used by colonialists to indoctrinate, and propagate for the taming of the "barbarians". Filmmakers went to Africa and other indigenous lands and filmed rituals and everyday activities of the "natives", and used this as proof that they had to be saved by western conglomerates, industry, and religion. It was therefore used as a tool to spread political and ideological propaganda, as well as justification for their extensive colonising of the lands, people, and minds.
It is because of the high production proficiency, and its resonance with decolonisation, that Black Panther transcends mere entertainment and is to be considered a significant and how they may both be useful for the study of visual culture in contemporary South Africa, which is currently experiencing the "decolonial turn".
All the articles critique the film, use Afrofuturism as their lens or theoretical framework, and have several elements in common. The overall consensus is that despite some of the failings of the film, Black Panther is also very successful as it raises issues of black identity; serves as a receptacle of black historical traumas and memories, reinvigorates discussions of Afrofuturism, interrogates Afrofuturist theories, raises political and ideological questions about black history/ies, works as a form of counterpage 12 of 15
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Conclusion
In concluding the editorial for the special themed section of Image & Text, I would like to argue that Black Panther makes several contributions to cinematic history. Firstly, it encourages discourse about blackness, identity and Afrofuturism (blacks' history).
Secondly, it serves as an "archive" or memory repository for the collective, cultural and historical history/ies and traumata, of blacks. Thirdly, it transcends the "tawdry versus art" binary, and because of, or in spite of, its resplendent technical prowess, it is aesthetically more than simply "low-art" or "trash". Fourthly, it resonates with decolonisation, in that it has actioned change in its narrative. And finally, it suggests powerful, reimagined counter-histories and counter-hegemonies, despite having several colonial and neo colonial tropes (such as liberal capitalism). As such, I end this article with a positive quotation from Duncan Omanga (2016:273) , who postulates
that Black Panther has, through some of its characters, such as Nakia, a 'political imperative … a decolonizing mission' to alter the world beyond Wakanda. And this is its true value, which I believe will become more apparent as time progresses. 
